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INTRODUCTION 



GERMAN mystic, in whose nature 
mediaeval longings and beliefs, 
and renaissance convictions and 
knowledge were naively and intricately 
mixed, Albrecht Diirer spent his life, when 
not dreaming, in search of a theory of 
beauty. He filled many volumes with 
notes and drafts for proposed chapters 
in the great book which he was never to 
finish, and contemporary records of his 
conversation bear witness to his steadily 
increasing preoccupation with what is per- 
haps the barrenest of intellectual pursuits. 
At the end of his life his every energy was 
spent in the fruitless raveling and unravel- 
ing of a chaos of ideas. 

As he grew older and his thinking began 
to assume more concrete shape we find that 
his powers of pictorial imagination died 
away, killed perhaps by an over indulgence 
in an illogical logic. To the end he con- 
tinued to talk of his dreams and the beauti- 
ful things he saw in them. (Pirkheimer to 
Varnbuler, March, 1522 : "Do you remem- 
ber what Diii-er told us lately of his dreams I 
. . . And then he told us how sometimes in 
his dreams he seemed to live amongst 
things so beautiful that if such only really 
existed he would be the happiest of men.") 
But when his mind was consciously work- 
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ing itcame finally to work only in the grooves 
of the "canon." The following quotation 
from Melanchthon shows that it is doubtful 
if he realized the deadening effects of his 
studies on his work, while at the same time it 
shows up most completely the character of 
the man. " *I remember that Albrecht Diirer, 
the painter, a man excelling in talent and 
virtue, used to say that when a youth he 
liked bright and florid pictures, and that he 
could not choose but rejoice when he con- 
templated the brilliancy and variety of the 
coloring. But that after he began to view 
Nature as an old man and endeavored to 
look in upon her native face, then he under- 
stood that her simplicity was the greatest 
glory of art. The which, however, as he 
could not wholly attain unto, he said that he 
was no longer an admirer of his own works, 
as once he had been, but that he rather 
groaned in looking at his paintings and 
thinking of his own infirmity." At the end 
he did portraits simple, direct, uninspired, 
and, as engravings, magnificent. 

The man in his development had killed 
the artist. With Leonardo he stands as 
one of the two great creators whose interest 
for us lies not less in the actual accomplish- 
ment but more in the intellectual promise. 
" Dy schonheit was das ist das weis ich nit, 
wy woll sy vill dingen anhangt." 

The present exhibition of his work is 
notable for the extraordinary quality of a 
number of the impressions from plates 
which are most interesting from the point 
of view of Diirer's development as man and 
artist. They show clearly the growth from 
the sweetly primitive Madonna with the 
Dragonfly (1494?), through studies of form 
{Adam and Eve, 1504, and the Little Horse, 
1505), and of decorative composition 
{The Great Fortune, 1504), into the unap- 
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proaehable group at the head of which, 
stands the Melancholia (1514). These are 
followed by the romantic and passionate 
group of etchings (1515-1518), the last flame 
of Diirei-'s imaginative power, which seems 
in large measure to have worked itself out 
in the Melancholia. After this there comes 
a period of calm and rest (little Virgins and 
St. Anthony). Then the last period, of 
creative death, marked by the stiffness of 
the Apostles and the series of beautiful but 
unimaginative portraits which is finished by 
the decorative ossification of the Erasmus. 

William M. Ivins, Jb. 



CATALOGUE 



1 The Vitgin with the Locast. (Bartsch No. 44) 

Undated. 

Impression on paper water-marked with the ' ' Lit- 
tle Crown." 

Bears a eolleetor's mark composed of the initials 
J. S. A. 

"In the attractiveness and sweetness of tlie design, it is, 
however, quite 9ui generis among Diirer's early work, and it is 
thus brought into companionship with the Vir^n and Child 
with the Monkey, although this latter shows great advance in 
workmanship." 
S. R. Koehler, A Ohronological Catalogue of the Engravings, 

Dry-points and Etchings by Albert Diirer as exhibited at the 

Orolier Club, p. 3. 

2 The Same. 

Another impression, on paper water-marked with 
the "High Crown." 

From the Artaria and from another collection 
which has not been identified. 

3 The Assembly of Men of War. 

(Bartseh No. 88) 
Undated. 

This plate is sometimes called " The Robbers " 
on the supposition that it represents Diirer(the men 
seen full face) fallen into the hands of brigands. 

4 The Offer of Love. (Bartsch No. 93) 

Undated. The costumes and the general feeling of 
the composition are quite Gothic in character. 
"The workmanship is free and' unconstrained rather than 
primitive, quite delicate, and very much more careful iin the 
flesh than the preceding plates." 

S. R. Koehler, Orolier Catalogue, p. 4. 

5 The Prodigal Son. (Bartsch No. 28) 

Undated. The drawing in various parts of the 
plate shows a certain timidity and inexperience. 
Diirer is said to have drawn his own portrait as the 
Prodigal. 



Proof on paper water-marked with the "Gothic 
P." 

From the Marsden J. Perry collection. 

See the study for this engraving, No. 94 of this 
catalogue. 

6 The Same* 

Another impression, prohably on ''BulPs-Head'* 
paper, although the water-mark does not show. 

From the Beham collection. 

These two impressions illustrate the two methods 
of printing employed by Diirer, as explained in the 
following paragraph. The Virgin Seated at the Foot 
of a Wall and Saint Antlidny, numbers 67 and 73 of 
the present exhibition, are even more t3^ical exam- 
ples of the " silvery " printing of his plates. 
" The different methods of printing exemplified by the 
different impressions taken from Diirer's plates supply 
material for a most interesting chapter in the history of 
printing, — a snbject, so far as it applies to the treatment of 
engraved plates, hitherto almost entirely neglected. . . . 
Schongauer's plates are printed with an intensely black, strong 
ink, which, being deposited on animal-sized {i.e., glued) 
paper, assumed a bright gloss in the heavy lines. Practically, 
they are clean-wiped, that is to say, all the ink is removed 
from the surface of the plate so that only the lines drawn by 
the engraver show black on a white, or at least light, ground. 
Wherever ink was left on the surface of the plate, between 
the lines or on unworked parts, it was by accident. This is 
true also of Diirer's early plates. . . . But the printers must 
soon have become convinced that, with the strong, intensely 
black ink which they were in the habit of using, tinting, under 
control, was quite a difficult thing, and they began, therefore, 
to experiment with softer and warmer inks. . . . The effect 
produced was much more delicate, not only because the ink 
was more delicate, but also because the lines were apt to be 
somewhat more wiped out. And as, very probably, the two 
kinds of printing were used simultaneously, and the plate was 
printed sometimes in the old style and sometimes in the new, 
the existence of impressions, quite different in effect, from 
the same plate, is easily explained; an impression printed 
in the old style, with strong, black ink, produced a black, 
heavier effect, another printed in a softer ink produced what 
is usually [called a 'silvery' effect. It is not at all an as- 
sured fact, therefore, that the ' silvery ' impressions are the 
earlier and the black ones the later; it may be said indeed 
that the reverse is more likely to be true." 

Koehler, Introduction to the Grolier Oatalogite, pp. 38-40. 

7 St* Jerome in Penitence, (Bartsch No. 61) 

Undated. 

"St. Jerome, one of the most learned fathers of the Latin 
Church, a prolific writer and the author of the Vulgate, was 
bom 331 or 342 in Dalmatia of well-to-do parents; converted 
at Rome about 360; lived four years as an anchorite in the 
desert ; died about 420 at a Monastery near Bethlehem which 
he had founded with funds furnished by Paola, a wealthy lady 
of his following. He was one of the favourite saints of 
Diirer's and later times and therefore of ten taken as a subject 
by artists. Thelionaccompanieshim, because, according to the 
legend, he drew a thorn from the paw of the animal which 
ever afterwards was his companion." 

Koehler, GroUer Catalogue, p. 6. 
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8 The LJttle G>urier. (Bartsch No. 80) 

Undated. 

From the collection of Ambroise Firmin-Didot. 

This is believed to be Eppelein von Gailingen, a 
celebrated robber-knight of the fourteenth oentiiry. 

9 The Knigfht and the Lady, (Bartsch No. 94) 

Undated. 

Impression on paper water-marked with the 
"Gothic P." 

" There is an archaic, somewhat austere, not to say uncouth, 
character in these two figures which is out of harmony with 
Diirer's other works. In the faces, on the other hand, there 
is the expression of a definite state of mind — earnest plead- 
ing in that of the man, doubt and pondering in that of the 
woman, — htirdly to be found elsewhere. ... It is akin to 
the scenes of the * Dance of Death,' so popular at the time, — 
a youthful couple, for whom death is already prepared." 

Koehler, Cholier Catalogue^ pp. 11-12. 

10 The Virgin with the Monkey. (Bartsch No. 42) 

Undated. 

"Among the Virgins of Diirer, — late as well as early, — this is 
one of the most beautiful and dignified, or it may, perhaps, 
be'quite as safe to say, the most beautiful and dignified, not 
only in the figures of the Virgin and Child, but also in the 
breadth and airiness of the landscape." 

Koehler, Grolier Catalogue, p. 13. 

From the Bale and Seymour Haden collections. 
Kindly lent for the exhibition. 

11 Group of Four Nude Women. (Bartsch No. 75) 

Dated 1497, the earliest date which we find on any 
of Durer's engravings. 

12 The Dream. (Bartsch No. 76) 

Undated. 

On paper water-marked with the Two Towers. 

The charming figure of Cupid in the left fore- 
ground, entirely absorbed in walking on stilts and 
paying no attention to the other figures, is very 
characteristic of the spirit of Diirer. 

13 The Carrying off of Amymone. 

(Bartsch No. 71) 

Undated. 

This plate contains one of the finest landscape 
backgrounds that Diirer ever engraved. As a rule 
he composed his pictures on a vertical plane, like a 
tile or a piece of tapestry. Occasionally the dis- 
tance is seen, but it is used only as an element in 
the vertical composition. Most of Diirer's land- 
scapes, like the present one, contain a fortified 
town on a hill something of the type of Mont-Saint- 
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Michel, but the general effect produced in the com- 
position lays stress on the silhouette of the hill 
against the sky, rather than on the distant horizon. 

14 The Same. 

Another impression. 

15 Jealousy. (Bartsch No. 73) 

Undated. 

** The figures in this composition are again conventional rather 
than realistic, under the influence of Italian art. The work- 
manship resembles that of the preceding plate, but is more 
delicate and elegant. The texture is uniform, the effect of 
variety being due. as before, to the variety of the objects rep- 
resented. — flesh, drapery, foliage, buildings, etc. The plate is 
remarliable, however, for the spaciousness of the landscape, 
and the gradation in the group of trees, which grows lighter 
towards the top, and suggests different planes by different de- 
grees of gray. On the whole, it is the most pleasing bit of 
landscape engraved by Diirer." 

Koehler, Qrolier Catalogue, p. 18. 

16 The Oriental and His Wife. (Bartsch No. 85) 

Undated. 

17 Three Peasants. (Bartsch No. 86) 

Undated. 
From the St. Aubin and Fisher collections. 
Kindly lent for the exhibition. 

18 The Virgin and St. Anne. (Bartsch No. 29) 

Impression on paper water-marked with the "High 
Crown." 

19 The Lady on Horseback. (Bartsch No. 82) 

Undated. 
From the Marsden J. Perry collection. 

20 Justice. (Bartsch No. 79) 

Undated. 

Impression on paper water-marked with the 
" Bull's Head." 

21 The Virgin Seated on a Grassy Bank. 

(Bartsch No. 34) 
Dated 1503. 
From theMaberley and Alfred Morrison collections. 
This print is one of the most exquisite of Durer's 
works. 

22 Coat of Arms with a Skull. (Bartsch No. 101) 

Dated 1503. 

"Called also the Coat of A nns 0/ Death and the Dying Bride. 
A much discussed print, wluch, however difBcult it maybe to- 
day to follow the wandering fancy of the artist, it would seem 
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safe to connect in a general way with the idea of the ' Dance 
of Death,' although the 'wild man' is e\'idently not a per 
sonitieation of Death, but of Satyr, as''his right leg, visible to 
the left, clearly shows." 

Koehler, Grolier CataXogue, p. 30. 
From the Fisher collection. 

Kindly lent for the exhibition. 

See the study for the helmet, No. 95 of this cata- 
logue. 



23 Coat of Arms with a Cock. (Bartseh No. lOl) 

Undated. 

Early impression before the strengthening of the 
marginal line and the cleaning of the plate. 

From the Fisher collection. 

Kindly lent for the exhibition. 

See the study for the helmet, No. 93 of this 
catalogue. 

24 Saint Eustace. (Bartseh No. 57) 

(Also called St. Hubert.) 

Undated. 

Impression on paper ■water-marked with the 
" High Crown." From the collection of Pierre 
Mariette. Signed on the back and dated 1667 by 
him. 

" Eustace, or Placidus by his heathen name, was a valourous 
general under the Emperor Trajan, an'i a passionate hunter. 
While out hunting once, Christ Crucified appeared to hira 
between the antlers of a stag and spoke to him, whereupon he 
and his whole family were converted." 

S. R. Koehler, Grolier Catalogue^ p. S.*}. 

25 The Same. 

Another impression, somewhat warmer in tone, 
printed on High Crown paper. 

From the collection of Marsden J. Perry. 

26 The Great Fortune. (Bartseh No. 77) 

Undated. 

Impression on paper water-marked with the 
" High Crown." 

27 Adam and Eve. (Bartseh No. 1) 

Dated 1504. 

The extremely rare early state before the split in 
the bark of the tree seen under Adam's left armpit. 

Impression on " BuU's-Head " paper. From the 
Von Hefner collection. 

"The date fixes the position of Adam and Eve and its delicacy 
harmonizes well with the group of plates which surround it 
and at the head of which it stands, technically, as well as 
artistically, considered. Nowhere else has Diirer treated the 
flesh with such caressing care, using much fine dotting in the 
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modeling and in no previous plate has he used such a variety 
of textures in a conscious striving for color." 

Koehler, Grolier Catalogue, p. 38. 

See the studies for this engraving, No. 93 of this 
catalogue. 

28 The Same. 

With the split in the bark of the tree. 
Impression on " Bull's-Head " paper. 

29 The Nativity. (Bartsch No. 2) 

Dated 1504. 

This beautiful impression, from the Liphart col- 
lection, has been mended in the upper right hand 
portion. The mend is almost entirely on the white 
paper. 

This print is considered by many people to be 
Dtirer's most charming composition. 

30 Apollo and Diana. (Bartsch No. 68) 

Undated. 

From the Marochetti and Morrison collections. 
Kindly lent for this exhibition. 

31 The Satyr and His Family. (Bartsch No. 69) 

Dated 1505. 
From the Thane collection. 

32 The Same. 

Another impression, from the John Barnard and 
Marsden J. Perry collections. 

33 The Little Horse. (Bartsch No. 96) 

Dated 1505. 
Impression on "Bull's-Head" paper. 
From the Bruohmau collection. 

34 The Same. 

Another impression, also on " Bull's-Head" paper. 
From the Pierre Marietta and Marsden J. Perry 
collections. 

35 The Three Genii. (Bartsoh No. 66) 

Undated. 
Impression on " Bull's-Head" paper. 
Kindly lent for the exhibition. 

36 St. George on Horseback. (Bartsch No. 54) 

Dated 1508. 

Impression on " Bull's-Head " paper. 

" St. George, according to the legend, was a Prince of Cappa- 
docla, who died the death of a martyr under Diocletian. His 
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most celebrated deed was the killing of the dragon which 
threatened to devour the royal princess Aja. The legend is of 
Oriental origin, and was introduced into Europe hy the Cru- 
saders. It is stated that the Emperor Maximilian I reorgan- 
ized the order of St. George, which had fallen into decay, and 
possibly Diirer's two engravings of the saint were inspired by 
this action." Koehler, Grolier Catalogue, p. 47. 

37 The Virgin with the G*own of Stars^ 

(Bartsch No. 31) 

Dated 1508. 

From the Arozarena and Marsden J. Perry collec- 
tions. 

TMs beautiful Madonna is one of the rarest of 
Diirer's works. 

"For in the same way as they" (the ancients) "applied the 
most beautiful figure of a man to their idol, Apollo, thus we 
wiU take the same measurement for Christ, the Lord, who is 
the most beautiful of all the world. And as they have used 
Venus as the most beautiful woman, thus will we chastely 
devote the same graceful figure to the most pure Virgin, the 
Mother of God." 

Albrecht Diirer, Notes /or an TntrodtKtion to his Book 
" On the Proportions of the Human Body.^^ 

38 Christ Expiring on the Cross. 

(Bartsch No. 24) 
Dated 1508. 
From the Fountaine-Walker collection. 

THE PASSION. 

This suite of sixteen pieces comes from the col- 
lections of W. E. Drugulin and Louis Galiohon, and 
also from an unidentified collection, whose mark, 
stamped in red, is the initial "O" surmounted 
by a crown. In prints as small as these it is often 
impossible to identify the water-mark of the paper, 
as the mark itself frequently does not come within 
the area covered by the print. 

39 The Man of Sorrows. (Bartsch No. 3) 

Dated 1509. 

40 Christ on the Mount of Olives. (Bartsch No. 4) 

Dated 1508. 

41 Christ Taken by the Jews. (Bartsch No. 5) 

Dated 1508. Impression on " High Crown " paper. 

42 Christ Before Caiaphas. (Bartsch No. 6) 

Dated 1512. 

43 Christ Before Pilate. (Bartsch No. 7) 

Dated 1512. 
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44 The Flagellation. (Bartseh No. 8) 

Dated 1512. 

45 Christ Crowned with Thorns. (Bartseh No. 9) 

Dated 1512. 

4C Ecce Homol (Bartseh No. 10) 

Dated 1512. 

47 Pilate "Washing His Hr.nds. (Bartseh No. 11) 

Dated 1512. 

48 Christ Bearing the Cross. (Bartseh No. 12) 

Dated 1512. 

49 The Crucifixion. (Bartseh No. 13) 

Dated 1511. 

50 The Descent from the Cross. (Bartseh No. 14) 

Dated 1507. 

51 The Entombment. (Bartseh No. 15) 

Dated 1512. 
On paper water-marked with the " High Crown." 

52 The Descent into Hell. (Bartseh No. 16) 

Dated 1512. 

53 The Resurrection. (Bartseh No. 17) 

Dated 1512. 
On paper water-marked with the " High Crown." 

54 Peter and John Healing the Cripple. 

(Bartseh No. 18) 
Dated 1513. 

55 The Virgin with the Pear. (Bartseh No. 41) 

Dated 1511. 

From the eollections of John Barnard, C. S. Bale, 
and Marsden J. Perry. 

Impression on water-marked paper with the 
"Anchor in the Circle." 

It seems unquestionable that much of the inspi- 
ration of Diirer and the men who followed him was 
due to the work of Jacopo di Barbari, an Italian en- 
graver, who resided in Nuremberg at the end of the 
fifteenth century. His design and style are thor- 
oughly Italian and show an intimate acquaintance 
with the antique. 
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In Diii'er's first period he used a shading of almost 
straight lines, not curving the shading in sympathy 
with the contours to any great extent. Later on, 
as in this plate (presumably vmder the influence of 
Barbari) he treated the tree trunks and the draperies 
with curved lines which follow the general direction 
of the profiles. 

56 The Same. 

Another impression, also on paper water-marked 
with the " Anchor in the Circle." 

57 The Holy Family. (Bartsch No. 43) 

Undated. 

One of the four dry-points to be found among 
Diirer's plates. Superb impressions such as this 
one are of the utmost rarity and are to be found 
only in a very few of the greatest collections, public 
or private. 

Kindly lent for this exhibition. 

58 The Virgin Seated at the Foot of a Tree. 

(Bartsch No. 35) 
Dated 1513. 

From the Carl Schloesser collection. 

59 The Sudarium of St, Veronica. 

(Bartsch No. 25) 
Dated 1513. 

60 The Knight, Death and the Devil. 

(Bartsch No. 98) 
Dated 1513. 

"These three prints" (The Knight, Death and the Devil, the 
Melancholia and the Saint Jerome) " are truly Stimmungs- 
bilder,' and as such they stand alone, not only am'ong the 
works of Durer. but also among those of his predecessors and 
eontemporaries. certainly so far as engraving is concerned. 

**And Diirer begins to realize here, even if he never fully 
learned to comprehend, this power which lies in effects of 
light ; the sombre gloom of the Knight, Death and the Devil ; 
the weird, unearthly glitter of the Melancholia with its uncer- 
tain glinting lights; the soft, tranquil sunshine of the St. 
Jerome, are all iu accordance with th»^ir several subjects, 
. . .*' Koehler, Grolier Catalogue, p. 65. 

See the two studies for this engraving, No. 96 of 
this catalogue. 

61 Melancholia. (Bartsch No. 74 

Dated 1514. 

This is universally admitted to be the greatest 
Diirer's engravings. 

Superb impression, in absolutely perfect cond" 
tion. 

From the Holford collection. 
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In speaking of Diirer, although not directly of the 
Melancholia^ Mr. Koehler says : 

*'It is precisely their enigmatical character which proves to 
be their strength, and this enigmatical character, again, is 
due, in the sense now nnder consideration, to the curious 
mixture of allegory and realism, of vague idea and definite 
form, whicn characterizes them and invests them with the 
charm of a vivid dream." 

Introduction to the Grolier Catalogtte,'p.9. 
"We think we have divined his innermost thoughts by ap- 
proaching him from the side of the Middle Ages, when, lo 
and behold, we suddenly find ourselves face to face with an 
idea with which the Middle Ages had nothing to do; and we 
are equally vanquished if we look at him from a modem point 
of view. It is this, precisely, tbat makes him so thoroughly 
typical of his age, which was racked and confused by conflict- 
ing desires: the love of, and inability to get away from, old 
ideas; an undefined longing for the new out of which the 
modem world was to rise ; and the vain hope that by returning 
to the dead past, as embodied in the Rome of antiquity, the 
two might be reconciled and enjoyed together." 

Introduction to the Grolier Catalogue, p. 2. 

62 The Same. 

Another impression of eqaally fine quality, but lack- 
ing the white margin — about i^th of an inch in 
width, which is intact in the preceding impression. 
From the Ambroise Firmin-Didot and Marsden J. 
Perry collections, 

63 The Same. 

A third impression. 

From the Paul Beham collection (1602) and the 
Boerner collection. This third impression, like 
the preceding, is cut to the second line. 

See the studies for the child's head, No. 92 of 
this catalogue. 

64 St. Jerome in His CelL (Bartsch No. 60) 

Dated 1514. 

"It is absolutely necessary to have'this print in delicate, thor- 
oughly transparent impressions. One of its greatest charms 
is the reflected light which fills the room and penetrates even. 
the shadow under the bench along the wall. This effect, 
which is so thoroughly in accord iwith the subject, ... is 
lost in heavy or dull impressions." S. R. Koehler, Grolier 
Catalogue, p. 63. 

From the Paul Beham collection. 
Kindly lent for the exhibition. 

65 The Bagf-pipc Player. (Bartsch No. 91) 

Dated 1514. 
From the unidentified collection, Fagan No. 
393. 

66 The Virgin with Short Hair (Bartsch No. 33) 

Dated 1514. 
From the Marsden J. Perry collection. 
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67 The Virgin Seated at the Foot of a WalL 

(Bartsch No. 40) 
Dated 1514. 
From the Holmes collection. 

"TMs plate" (Madonna Seated at the Foot of the City Wall) 
"does liold a special place among Diirer's engravings, but for 
reasons quite different from the one given out by Thausing. 
It was pointed out above that there is a progression notice- 
able in Durer's work, from pure black and white to a color- 
esque effect. As extreme types, the Virgin and Child with 
the Monkey and the plate just named were cited. In the 
former there is almost absolute uniformity of treatment (if 
we except a slight differentiation in the sleeve of the under- 
garment of the Virgin, as seen on her left arm), in the latter 
the variety of texture has been carried further than in any 
other plate ever engraved by Diirer. The flesh is treated very 
simply, — almost wholly line, with but little dotting; in the 
garments of the Virgin at least three different textures are 
noticeable, ... in the sleeve of the under-garment, in the 
fur trimmed wrapper, and in the satin-like scarf which covers 
the head, hangs down the back, and is thrown over the knee, 
and to these must be added variations in the arrangement and 
combination of lines and dots in the foreground, the wall, and 
the distant landscape." 
S. R. Koehler, Introduction to the GroUer Catalogue, p. 33. 



68 The Virg:in with the Crown of Stars and the 

Scepten (Bartsch No. 32) 

Dated 1516. 

From the Fountaine-Walker and Burleigh James 

collections. 

69 The Virg:in Crowned ty Two Ang:els. 

(Bartsch No. 39) 
Dated 1518. 

" It is impossible to deny that this Virgin is, in a worldly 
aspect, the prettiest and most elegant of all her sisters in 
Diirer's work, even if it must be admitted that the pose seems 
to betray the constraint of the model." S. R. Koehler. 

70 The Crucifixion* (Bartsch No. 23) 

(A small, round plate.) 
Undated. 

The original engraving, according to Bartsch. 
From the Aylesford collection. 
Kindly lent for this exhibition. 

"This marvelous little engraving, although without mono- 
gram, is undoubtedly by Diirer, who mentions it in a letter to 
Spalatin, dated at the beginning of the year 1520: 'I send also 
two little printed crosses with this; they are engraved on 
gold and one is for your honor.' . . . This 'Little Round Cru- 
cifixion,'^ a niello, as the reversed position of the letters 
I N R I shows, — is the smallest and one of the most cele- 
brated of Diirer's acknowledged engravings. It was engraved 
on gold and originally ornamented the hilt of a sword belong- 
ing to the Emperor Maximilian I. Thausing describes a sword 
in the Ambras collection, at Vienna, as the one which originally 
; held the precious plate, although the place it once occupied is 

now_ filled by a silver plate of laterinsertion." S. R. Koehler. 
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71 The Same. 

The original engraving, according to Passavant. 
From the Buecleuch coUeetion. 
Kindly lent for t'.na exhibition. 

72 The Virgfin Nursing; the Infant Jesus. 

(BartsohNo. 36) 
Dated 1512. 

From the collections of F. Gawet, Julian Mar- 
shall, and Richard Fisher. This impression was ex- 
hibited at the Burlington Fine Arts Club, London, 
1869. 

73 St. Anthony. (BartschNo. 58) 

Dated 1519. 
Impression fairly warm in tone. 
From the Alfi'ed Morrison collection. 

"St. Anthony, an Egyptian saint, not to be confounded witli 
St. Anthony of Padua, has inspired many artists, from Schon- 
gauer down to the disciples of the modern French-Italian 
school ; but the scenes generally chosen are those of his tor- 
ment and temptation by demons, in which the fantastic or 
the voluptuous forms assumed by the latter are the main 
point. Diirer represents another phase in the life of the 
saint, — his flight from the world and application to study and 
prayer. Thepigwhich often accompanies St. Anthony, as the 
symbol of the lusts which he conquered, Diirer has omitted ; 
the bell attached to his staff signifying his power to drive away 
evil spirits, is here. The city in the distance is generally sup - 
posed to be Nuremberg, but Hausmaun says that it is striVingly 
like Marburg. Thausingrates the plate very highly. 'For depth 
of conception,' he says (II, pp. 134, 135), 'and tenderness of 
execution and feeling, this small plate is equal to the best en- 
gravings of former years. Diirer never did anything again 
eqnal to it.' " Koehler, Qrolier Catalogue, pp. 78-79. 

74 The Same. 

Another impression, printed on white paper. 

75 Albert of Mayence (Full face) . 

(Bartsch No. 102) 
Dated 1519. 

An extremely rare portrait. 
"This portrait not only stands prominent for delicacy and 
noble simplicity among those engraved by Diirer, but it will 
always be ranked among the best portraits engraved anywhere 
and at any time." Koehler, Grolier Catalogue, p. 80. 

76 The Virgfin Crowned by One Angfel. 

(Bartsch No. 37) 
Dated 1520. 
From the collection of Baron Marochetti. 

77 The Same. 

Another impression, from the collection of J. F. 
Dewitt. 
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78 The Virgin with the Child in Swaddling 

Clothes. (Bartsch No. 38) 

Dated 1520. 

From the Oppenuann collection. 

79 St. Christopher with the Head Turned to the 

Left. (Bartsch No. 51) 

Dated 1521. 

Impression possessing a degree of brilliancy which 
is very unusual with this print. 

Prom an unidentified collection. 

80 St. Christopher with the Head Turned to the 

Right. (Bartsch No. 52) 

Dated 1521. 

81 Albert of Mayence (Profile). (Bartsch No. 103) 

Dated 1523. 

82 Frederick of Saxony. (Bartsch No. 104) 

Dated 1523. 

"Frederick III, called the Wise, born January 17, 1463, died 
May 5, 1525, elector and dulce of Saxony, was a patron of 
science, the founder of the university of Wittenberg, and a 
supporter of the Reformation, although he never openly 
espoused the doctrines of Luther. He was one of the earliest 
patrons of Diirer, who painted for him, probably, the Dresden 
altar-piece, one of the first of his more important worlcs, as 
well as other later pictures." 

Koehler, Orolier Catalogue, pp. 85, 86. 

83 Philip Melanchthon. (Bartsch No. 105) 

Dated 1526. 

84 Erasmus of Rotterdam. (Bartsch No. 107) 

Dated 1526. 

This print seems to be technically rather different 
from any of the others and it seems likely that had 
Diirer lived he might have altered his style very 
considerably. 

See the drawing for this engraving, No. 97 of 
this catalogue. 
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ETCHINGS 

The etchings fall into a class by themselves, remarkable 
in DUrer's work not only for the technical method of pro- 
duction but also for the spirit in which they are conceived. 
Among the earliest etchings known to us, for they were 
made in the five years following 1513, the first date that ap- 
pears on an etched plate, they are also among the finest. 
If we judge them from the point of view of the cookery of 
etching they are uncouth, as is to be expected when 
we remember that they were done on iron plates, with an 
etching ground that in all probability consisted of boiled 
linseed oil and red lead. Moreover, in addition to the 
fact that there is no internal evidence that Durer knew 
anything about stopping-out or rebiting, the action of the 
mordant on the iron gave the lines a peculiar raw, flat 
quality wholly unlike that produced when copper is used. 

Now if these facts are borne in mind it will be found 
that the etchings are finer works of art than many of the 
famous and generally admired engravings. In them we 
find Dilrer in a romantic frame of mind, quite on a level, 
one is tempted to say, with the "men of the Thirties" 
when at their best. This may be due to the fact that the 
etchings all partake, more or less, of the nature of experi- 
ments, and experiments be it remembered that were 
rapidly executed. Unlike the engravings, the production 
of which took so much time that the conception, save in 
a few glowing instances, had necessarily to cool long be- 
fore completion, the etchings are marked by all the fire 
and go, the freedom and elasticity of the finest drawings. 
One feels that here Durer was unhampered by the burden- 
some technique of the graver, the rendering of textures 
and problems of perspective or form, but that his mind 
was wholly intent on the rapid notation of his idea — an 
idea, in each instance, made more startling and impressive 
by the very boldness of its statement. 

The wonderful Agony with its dramatically symbolic tree 
blasted and tortured in the more than earthly storm — a 
tree only to be approached in one of Blake's woodcuts ; — 
the Rape with its lowering sky, and splendid movement 
and black and white arabesque — quite in the spirit of an 
inspired Delacroix ; the Sudarium, daring and beautiful in 
conception, with a decorative intent quite equal to the 
best of DUrer, and as sprightly and dainty in drawing as 
anything he ever did. This plate, too, is interesting tech- 
nically, because in almost every known impression ink has 
been left in the shadows on the surface of the plate in an 
attempt to overcome the flatness of the biting. It is one 
of the earliest pieces of " artistic ' ' printing that is easily 
to be seen. And then the Cannon with its marvelous 
drawing of the distant hills and the quiet movement of the 
men in the right foreground ; this plate even commanding 
the admiration of Mr. Ruskin whose myopic eye for the 
rest could see no worth in either Diirer or etching — " a 
blundering art," as he called it in derision. 
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In these six exhibited prints we see Diirer etching with 
all the speed, concentration, heat, and caprice necessary 
to bring out the finest possibilities of the medium. In 
spite of their common German calligraphic quality his 
lines are like snakes, alive, hissing, and intent in their 
every quirk and tremble — no mechanical engraver's work 
here. "Where in his engravings is anything finer to be 
found than the rapid and incisive notation of the tree in 
the Agony or the distant hillsides in the Cannon — two 
pieces that alone should suffice to enthrone their creator 
high in the mixed company of good etchers. 

William M. Ivins, Jr. 



85 The Man of Sorrows (Seated), 

(Bartsch No. 22) 
Dated 1515. 

Kindly lent for this exhibition. 

86 The Agfony in the Garden. (Bartsch No. 19) 

Dated 1515. 

See the Study of this etching: No. 99 of this 
catalogue. 

87 The Sadariom Displayed by One Angel. 

(Bartsch No. 26) 
Dated 1516. 
From the Buccleuch collection. 
Kindly lent for this exhibition. 

88 The Same. 

From the von Liphart collection. 
Kindly lent for this exhibition. 

89 The Carrying off of a Young Woman. 

(Bartsch No. 72) 
Dated 1516. 

This subject is also called Tlie Sape on the 
Unicorn, Pluto carrying off Proserpine, and Nessus 
carrying off Dejanira. 

See the Study for this etching : No. 98 of this 
catalogue. 

90 The Man in Despair. (Bartsch No. 70) 

Undated. 

"Of all of Durer's compositions tliis "bears off the palm as 
being the most puzzling. Heller calls it The Bath on the 
authority of some old manuscript, and presumes the woman to 
have been drowned, the naked man in despair to be her hus- 
band, and the Satyr, etc., sympathizing spectators. . . . 
Thausing and others maintain that it is merely an aggregation 
of studies talcen at random, — hence the title Study of Five 
Figures and that it is, therefore, Diirer's first essay in etch- 
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fag. ... It is, however, altogether too elaborate for a mere 
trial plate, and, moreover, technically the most perfect, be- 
cause the most delicate, of the artist's etchings." 

S. B. Koehler. 
From the Burleigh James collection. 
Kindly lent for this exhibition. 

91 The Cannon. (BartsohNo.99> 

Dated 1518. 

Early impression, 'before the plate was defaced 
with rust. Printed on paper water-marked with 
the "Anchor and the Circle." This impression has 
a tear in the lower right-hand comer. 

FAC-SIMILES OF DRAWINGS 

The following fao-similes have been kindly lent for this 
exhibition : 

92 Two Studies for the Child's Head in the 

engraving: ** Melancholia." 
See No. 61 of this catalogue. 

93 Study for the eng:ravingf of Adam and Eve. 

(Lanna collection, Prag.) 

Various studies for Adam in the same engraving 
(British Museum). 

See No. 27 of this catalogue. 

94 Study for the engfraving of the Prodig^al Son. 

(British Museum.) 

See No. 5 of this catalogue. 

95 Three Studies of a Helmet. 

(Collection of M. L^on Bonnat, Paris.) 
The drawing in the upper right-hand corner is 

doubtless a study for the Coat of Arms with the Cock; 

the drawing in the upper left corner is a study for 

the helmet in the Coat of Arms with the Skull. 
See Nos. 22-23 of this catalogue. 

96 Two Studies for the Knight, Death and the 

Devil. 

(Ambrosiana, Milan.) 
See No. 60 of this catalogue. 

97 Portrait of Erasmus. 

(Collection of M. Leon Bonnat, Paris.) 
See No. 84 of this catalogue. 

98 The Rape of a Young, Woman. 

(Study for the Etching. Lanna collection, Prag.) 
See No. 89 of this catalogue. 

99 Christ on the Mount of Olives. 

(Study for the Etching. Albertina, Vienna.) 
See No. 86 of this catalogue. 
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